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lntroduction 
Opland (1983:236) states that the dynamic element of Xhosa oral poet1y has clearly changed 
and is continuing to change with changes in Cape Nguni society. He states further that 
tradition is not a lifeless thing; it alters and adapts to new social circumstances. This 
observation is quite true, and as Kaschula and Matyumza (1996: 1) correctly concur with 
Opland that the tradition of the imbongi or Xhosa oral poet has never been a static one. 
Gunner and Gwala (1991 :7) also draw attention to this change in the tradition. They state that 
izibongo (praise poems) have responded to shifting emphases of time and dynamic cultural 
and social pressures but have still remained a recognisable genre. This is an important remark 
as it points to the more permanent features of the genre. Even if tradition forces change upon 
it, its basic features will not yield to such changes. 
The aim of this paper is to investigate the changes that have intruded into Xhosa praise poetry 
during the l 990s. Two perforrnances by two praise poets at the inauguration of the State 
President of South Africa on May 10, 1994 will be used as a basis for this investigation. The 
texts of the perforrnances by the two praise poets are provided in the annexure under Two 
Imbongi's (as Imbongi 1 and Imbongi 2).The texts are provided as transcribed from a video of 
the perfomance. Tue initial transcription of the text of the video is taken from Krog in Die 
Suid-Afrikaan (1994). The references to the lines in the analysis are to the English 
translation. lt must, however, be stated right from the onset that 1990 is the year that marks a 
change in the conditions for freedom of speech in South Africa which had previously been 
extremely repressed. The momentous occasion of the inauguration of President Nelson 
Mandela in 1994 is selected for the role it played in publicising the praise-singing tradition 
throughout the world. 
Before the discussion of the performance by the two poets, I will provide background 
inforrnation on the tradition of praise singing (ukubonga) in its original form. The written 
texts of the perforrnances will be discussed with a consideration of the "missing" text, i.e. the 
text, by way of gestures, among others, which got lost during the perforrnance as the printed 
text alone is"incomplete". As far as this is concemed, Finnegan (1970:2) states that the printed 
words alone represent a shadow of the füll actualization of the poem as an aesthetic 
experience for the poet and audience. The performance will therefore be discussed with 
2 University ofLeipzig Papers on Africa, Languages and Literatures No. 9, 1999 
special reference to the video recording made on the day of the inauguration as the video 
presents the füll text of the performances. The audience participation and the gestures, among 
other things, constitute a very important component of the performances. 
Background to the Praise Poetry (Ukubonga) Tradition 
Praise poetry is a genre of oral literature widely used in South Africa by speakers of Zulu, 
Ndebele and Xhosa. This genre of poetry also occurs in Setswana and Sesotho. lt consists 
mainly of poetry about chiefs and prominent men. Tue subject of the poetry also includes 
dogs, horses, cattle and clans. 
The verb defining the action ofuttering this poetry in both Xhosa and Zulu (both being Nguni 
languages) is ukubonga (to praise). As this poetry deals in both criticism as weil as praise, any 
equivalent in another language other than Xhosa and Zulu is a mere compromise version of 
the exact term for the activity. V arious English terms have, however, been used to refer to the 
performer of praise poetry. The performer or oral artist is referred to as an imbongi in Xhosa 
and Zulu. Terms like bard, praiser, praise poet and praise singer have been used in English as 
equivalents for the Nguni terms. The imbongi has been said to "recite", "utter", "declaim" and 
"chant" praises. All these verbs have failed to describe precisely the activity "ukubonga" 
(praise singing). 
Personal Praises 
Praise singing starts at an early stage in one's life. For instance, when herding cattle, boys 
compose praises about themselves, cattle, dogs and about companions. Personal praises will 
be uttered during hunting; for instance, after a boy had struck at a bird, he will sing praises 
about himselfbecause ofhis achievement. For example, a boy will say: 
"Siximba kasixolothi! La mathumbu ale hagu ngawakho onke na?" 
("Siximba ofSixolothi! Are the intestines ofthis pig all yours?") 
Opland(1983:36) refers to these as boasts. The boasts serve to enhance the ego of the 
individual uttering them. 
Animal Praises 
The dogs, cattle, horses, birds and wild animals will draw pra1se for their physical 
appearances and behaviour. Dogs would be praised for their excellent hunting skills; bulls 
would be praised when fighting in order to spur them on to win the fight; cows would 
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obviously be praised for the quantities of milk they produce; horses would be praised for how 
weil they gallop and their physical features; birds earn their praises for their beautiful colours, 
the sounds they make, etc. The wild animals were admired for their secret ways of avoiding 
danger. The following is an example of the praises for a horse from Rubusana (1911 :365): 
Ezenkabi yehashe likaElijah Rebe wasemaGqunukhwebeni 
Nonyak' ulovane luyaluphala, 
Kuba luphum' umqosho phezu kwamehlo. 
Ungqangangqeshe, 
Umfene-mtshana ngakwaRhadebe, 
Ujeke yebaba, usaphankomo, 
Umanqin' amdaka, udalas' emdeni. 
Umlungu wasePhewuleni 
U gwangqa-mhlophe njengenyama. 
(This year the chameleon ages, 
Because he has grown thick outgrowths above the eyes. 
The great one, 
The baboon-nephew at the Rhadebes, 
The fearful one, the giver of cattle, 
The one with brown legs, the one who jogs on the boundary. 
The white man of Phewuleni, 
The grey-white one like meat.) 
Praises among the young 
Y oung men have praises for one another. These praises feature mostly during social 
gatherings. They engage in praising one another as a pastime. Girls are also praised during 
such gatherings. When a girl walks past a group of young men, she never escapes these praises 
which are nothing eise but a means of drawing her attention to the young men. For instance, a 
young man may say: 
Bri-i-bri! Mntanam ndiyagula, 
Iyeza lakho ndim! 
(Bri-i-bri! My child I am sick, 
Your medicine is me! (I am your eure)) 
As can be expected, the girl is upset by these overtures. She, however, never takes everything 
to heart. 
Clan names/ Iziduko 
Eve1y individual in Xhosa society belongs to a clan. The clan consists of various families 
often geographically scattered though claiming descent from common ancestors. Each clan 
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has a traditional poem associated with it. The clan name in Xhosa is isiduko. Kuse (1973: 1) 
defines an isiduko as a name of some ancestral figure from which the name of a Xhosa clan is 
derived. Each clan has a series of iziduko ( clan names) to which praises are attached. The 
series of clan names is the !ist of the ancestors in one's genealogy. lt must be noted that this 
genealogy is patrilineal. 
Every member of the family knows and can recite his clan praises. These are learnt at an early 
age. Parents, especially the fathers, teach their young children the !ist of clan names and 
praises of their ancestors. This is important to each clan member as the iziduko, according to 
Opland (1983 :44), are the names by which clansmen reaffirm their identity and distinguish 
themselves from other clans. An example of a !ist of clan names of the Dlomo clan drawn 
from Opland (1983:45) is as follows: 
• Dlomo; 
• Dlange; 
• Ngqolomsila; 
• Sopitsho; 
• Myem-myem; 
• Madiba; 
• UZondwa - zintshaba 
• UV ela - zimbhentsele; 
Azisambhentseli 
Zoyik'abelungu 
(The one begrudged by enemies) 
(Appearer and they expose their loins to him) 
(They expose themselves to him no longer) 
(They fear white men) 
lt must be noted that the last part provides details about the history of the clan. There might 
have been an ancestor who was sexually adventurous, hence the reference to "expose their 
loins". This already points to another of the functions of praise poetry, which is not only to 
praise but to criticise unbecoming behaviour. 
Clan praises are used during ritual ceremonies as these occasions are often held in honour of 
the ancestors. The recitation of the clan names invokes the ancestors. The iziduko are often 
times are brought to bear in transactional encounters between people as indications of 
earnestness when one is making a solemn statement or oath. Y ounger men use clan names to 
address senior men as a form of respect. Among friends, the use of clan names is an 
expression of great friendship. 
lt is through such activities that interest in praise singing is developed. Personal praises, clan 
praises, animal praises, etc. can be regarded as an informal apprenticeship for the activity of 
praise singing (ubumbongi). From these amateur performances, would-be praise poets emerge. 
These are therefore preparatory performances to being a fully fledged imbongi. 
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Imbongi or Praise Poet 
Okpewho (1992:21) makes a very important point when he states that tobe an accomplished 
oral artist, some form of apprenticeship or training is necessary. He mentions two forms of 
training, viz. formal and informal training. He explains that informal training entails a kind of 
loose attachment whereby a future artist happens to live and move in an environment in which 
a particular kind of oral art is practised and simply absorbs the skills in it in the course of 
time. lt is possible, of course, for a person to live forever in such an environment and not 
develop the skills; one's mind or nature has tobe predisposed towards the art before the skills 
can successfully take root. This is true of Xhosa praise poets as already outlined in the 
introduction above. They grow up within a praise-singing community. They grow up singing 
their personal praises, clan praises, praises of animals, etc. in Xhosa and this is the only 
training (informal) that these would-be aitists get. Opland (1985:64) says that there is no 
formal apprenticeship or training for an imbongi. He states further that what the prospective 
praise singer needs is the tacit acceptance of the people to become an imbongi. In other words 
an imbongi emerges among other competitors. This happens after several public performances 
during which people will say, "lyathetha le mbongi" (This praise poet talks, i.e he talks sense 
in his praises ). After this acknowledgement the imbongi is invited to more and more national 
gatherings. The imbongi is rarely appointed officially. His appointrnent is mainly the result of 
public opinion. 
The traditional Xhosa imbongi was associated with a chief; his impromptu poetry dealt with 
history as well as current events. He wore a distinguising costume - a leopard skin blanket, an 
animal skin hat and a stick in the one hand and an assegai in the other. These weapons 
symbolised the imbongi's bodyguard role for he walked in front of the chief. His status is not 
hereditary. 
The imbongi's distinctive feature is that he can recite poems without having prepared them 
beforehand. The imbongi obviously possessed great talent in order to manage what Okpewho 
(1992) refers to as a composition-in-performance when perfoming the praises. This poet 
composes poetry on the spur of the moment and is fond of quoting from established poets. 
When performing, an imbongi's emotions are so heightened that it seems as if he is in a trance. 
An imbongi distinguishes himself by his fluency, non-repetition, and wider knowledge of not 
only his chieftainship but also of the family trees of other chieftainships. This is an intelligent 
individual who possesses a wide range ofknowledge on a diversity of subjects. 
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As Okpewho (1992:43) points out, much of the appeal of an oral performance lies in the 
quality of the voice used and the skills with which the speaker manipulates the tones of the 
words involved; hence an imbongi performs with a loud voice, often described as guttural, in 
order to appeal to his audience. A professional imbongi is capable of modulating his voice to 
fit in with the mood ofthe performance. 
As the "eyes" and the "ears" of the people an imbongi enjoys the licence to criticise with 
impunity persons in positions of power. Agovi (1995:47), writing about the politics of good 
govemance in Nzema avudwene festival songs of Ghana, makes it clear that the king is not 
above insult. This is also true for Xhosa praise poetry as the imbongi is not responsible for 
what he says because he represents the people's views. This has the implication that the 
imbongi must distance himself from the chief so as not to be compromised. He must be free to 
speak the truth as he sees it. In criticising unbecoming behaviour, the imbongi uses subtle 
references. 
His poetry chronicles the deeds and qualities of his chief and inspires his audience to loyalty 
for the chief. Inspiring loyalty for the chief is one of the most important roles of an imbongi as 
a mediator. He is therefore a nation builder in this way. An imbongi enjoys the licence in his 
poetry to use ribald language which is otherwise unacceptable in public. A quotation of 
Rubusana by Opland (1983:66) reads: 
The bulk of the praises by the red ochre people(uneducated) will be found to consist of 
terminology that is offensive to the educated people who have a euphemistic taste, and who do 
not like calling a spade a spade. 
This is very significant for the poets of the 90s as they are not confined to the chief s service. 
They are themselves public figures who hold füll-time employment and become poets only in 
their spare time. As individuals who are not bound to the chief, contemporary iimbongi ought 
to use their licence, which includes, arnong others the use of original language to the füll. 
This individual with special gifts also plays the role of a prophet to the nation. His prophecies 
are based on the events prevailing at that point in time within the nation. From these events he 
is able to predict disaster for the nation. As this is a highly respected individual his word is not 
taken lightly. 
An imbongi employs certain fixed formulae for opening and ending his performance. These 
are in addition to the textual concerns that would not be apparent from an exarnination of the 
verbal text of the performance. The textual elements are the opening formulae like "Hoyina!" 
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(Are you not paying attention to me?), "Vityo-oo-o!", "Inzwi!" (silence), etc; closing formulae 
like "Ncincilili!" (I stop), "Ndee ncom, ndee ncekelele!", "Ewe, Ameni!". 
An analysis of the performance by the two limbongi 
Gunner and Gwala (1991:11) quote from the Sunday Tribune of29 October 1989: "Today the 
freed leaders will be honoured like kings and one of the country' s most gifted imbongis wants 
to make sure the released men hear the story ofthe people's suffering". They quote the header 
in the sarne newspaper which read "There will be praise fit for the kings''. This was a perfect 
prediction as the inauguration of the State President of South Africa in May 1994 took place 
on the route which was started in 1990, the year of the unbanning of the liberation 
organisations in South Africa. The sarne year marks the beginning of freedom of expression in 
South Africa. 
On the day of the inauguration of Mr Nelson Mandela as the President of the Republic of 
South Africa, the crowds were gathered at the Union Buildings in Pretoria anxiously waiting 
for the great moment, the inauguration. The VIPs from the various countries were seated on 
the podium; the various officials of the South African government proceeded to the podium. 
Tension was mounting as the whole nation was awaiting the appearance of the new State 
President. The two Deputy Presidents took their positions on the podium. Soon after this, the 
State President and his entourage walked up to the podium. In front of the President walked a 
young man dressed slightly differently from the other guests. He covered himself in an 
animal-skin and wore an animal skin hat. Around his neck, he wore beads and in the one hand 
he carried a stick. As soon as he got onto the podium, he started singing praises (see text in 
Annexure "Two Imbongis). He burst out in a loud voice and refened to Mandela 
metaphorically as "the python with many heads" (line 1 ). The loud voice served to draw the 
attention to the performance. Also the use of fearful images of a python with many heads 
served to attract the interest of the listeners to the performance. The python-with-many-heads 
imagery is a popular one in Xhosa praise poetry. S.E.K Mqhayi, the national praise poet of 
AmaXhosa, used this imagery in his praises of chiefs and world leaders. This imagery is soon 
repeated (line 4) after the narnes of the women, who are probably Mandela's sisters. As the 
imbongi was mentioning the narnes ofhis (Mandela's) farnily Mr Mandela showed his greatest 
appreciation by waving his hand at the crowds, who were also overjoyed to notice his 
appreciation and approval. The shouts of approval from the crowds encouraged the imbongi to 
perform more and more. 
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In !irres 8 up to 11 the names of the old-guard of the ANC who had died are incorporated into 
the praises. This history is important on this occasion as John Dube, Moses Kotana, Albert 
Luthuli and Oliver Tambo were Mandela's comrades during the struggle for liberation. The 
"imbongi" then called upon the "departed"" to also grace the ceremony. The assassinated 
leader of the South African Comunist Party, Chris Hani (line 13), is also invited to be among 
the crowds at the celebration. His name was mentioned with a special tone and stretched out 
(Chris Ha-a-ni!) (line 14), which stirred the crowds to more shouts of "viva". The imbongi 
relived the tragedy of his cold-blooded assassination. The commitment of these fallen heroes 
to the struggle is reaffirmed by the use of the liberation slogan "Come back, Africa! ! " (!irres 
15-16). 
The imbongi proceeds to present Mandela to the nation. He refers to his physical features, "the 
lofty one" and proceeds to his genealogy. The genealogical tree from !irres 18 to 24 amused 
the crowds. The crowd's shouts acknowledged and showed appreciation of the performer's 
good knowledge of the genealogies, a distinguishing feature of an imbongi. The audience's 
appreciation is also an indication of acceptance of this less-known performer. Sthembile 
Mlangeni was unknown in the field of ukubonga until this occasion. 
This poet identifies the home of his subject. In doing this he employs a popular fotmula 
among iimbongi, viz. "kaloku" ( of course) (line 25). Tue performer, through the use of 
"kaloku" (of course) assumes that everybody knows where Mandela originates from. In other 
words, he (the imbongi) is mentioning something which is common knowledge. The village, 
Qunu, near Umtata, is mentioned as being on the banks of the river, thus highlighting the 
importance of water as a source of life. Generally, a river among the Xhosa people is 
important as it provides water which sustains life for humans and animals, especially cattle, 
which play a very important role in the lives of the Xhosa people. Mandela therefore was fed 
by the water ofthe Qunu river, as implied in the reference. 
Line 26 "I respect the woman of the Mpemvu clan" is begun at a higher pitch of voice. In 
addition to marking a new paragraph this technique also befits the important role played by 
Nosekeni, Mandela's mother, in bringing up a child who would become a state president one 
day. It was also appropriate to say it louder and repeat it, as little was known about Mandela's 
mother up until the occasion of the inauguration. In order to keep the crowds interested, the 
imbongi returns to his subject by mentioning his being light in complexion. (line 27) "Who 
gave birth for us a light-complexioned one." 
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In line 30 the poet addresses to Mandela directly. He calls him by his first name, Rolihlahla. 
Calling a senior by first name is one of the licences that only an imbongi has in Xhosa culture. 
Sthembile Mlangeni is therefore exploiting this licence. This he does in order to present his 
subject with the instruction in the most effective way. The poet's charge to Mandela is that he 
must take over the rule of the country when he says "There it is Rolihlahla" (line 30). In this 
utterance the poet inducts Mandela as the President of South Africa. As a voice of the people, 
the poet is qualified to induct the president. 
The poet proceeds with his subject by playing upon the name Rolihlahla (lines 31-33). He 
breaks the name up into its constituents - Rola(to pul!) and -ihlahla(a branch). This play on 
the two constituents enables the poet to acknowledge the role played by Zambia in providing 
political asylum to Mandela and the ANC (African National Congress) during the struggle for 
liberation. President Kaunda's sympathy towards the ANC is even exaggerated by the 
reference to him as "He cried" (line 37) when he saw the plight ofthe ANC. 
He ends off by saluting Mandela with his praise name "Dalibhunga". Every Xhosa man 
acquires a praise name after initiation. A chief also acquires a new name (praise name) upon 
his inauguration to chieftainship. Mandela's praise name gained prominence upon his release 
from long-term imprisomnent in 1990. The poet thus expresses his respect for him in his new 
office. 
The closing formula "Ndee gram! "(I disappear) is a standard one for this type of poem as 
explained earlier in this paper. 
Zolani Mkiva (Jmbongi 2) emerged on the podium quite unnoticed. As the crowds were still 
clapping for Imbongi J ,Mkiva's first utterances could not be heard. He was dressed fully as a 
traditional Imbongi. His dress consisted of a traditional skirt, beads and an animal skin hat. He 
also wore beads like Sthembile Mlangeni. 
His repeated opening lines were quite scary. They, like Mlangeni's, aroused the emotions of 
the crowds. The line "Yaqhawuk'imbeleko" (The blanket of the baby snaps) is a fixed 
expression in Xhosa for the severing of ties or relations. The expression is therefore 
appropriate for the occasion of the inauguration of the state president of a democratic state. 
With this line the poet marks the abrupt end of apartheid rule. The audience roared their 
approval of his statement. In the meantime the Imbongi 1 stood in front of one of the Deputy 
Presidents, Mr de Klerk. He moved up and down in front of him. Mr F.W. de Klerk was 
obviously very uncomfortable about this. On the other hand, the crowd yelled their approval 
of what Mlangeni was doing. This Deputy President had been the State President of the 
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previous undemocratic state. This poet as the "mouth and the ears" of the people expresses 
their feelings in non-verbal ways by standing in front of him (Mr De Klerk), as if saying he 
became Deputy by default. 
Mkiva continued and presented Mandela to the nation in line 13 "There he is, Mandela! ". He 
proceeds and acknowledges the role of the international community in the liberation of South 
Africa. In an unusual manner he acknowledges some of these representatives by using 
snatches of language from the different countries. These snatches occur together with Xhosa. 
Such entries are to be found when he acknowledges Fidel Castro to whom he attributes the 
slogan "Solidarity in action" (line 18). Yaser Arafat is stated to have said, "Long live the 
struggle against apartheid" (lines 23-25). Boutros Boutros Ghali said, "lt will be contra bonos 
mores ofthe masses of South Africa not to liberate themselves" (lines 30-33). The occurence 
of both English and Latin in this utterance is even more striking than the others. 
Colonel Gadaffi said, "Karambanini karambanini, ukuyatagayi tafra" (line 76). Sam Nujoma 
said, "Emangulukenenge eso sili oljo esimbo uThemba ufike mpamwe" (lines 78-79). Mkiva 
seals off by commending the nations for their concern by saying, "the nations are talking" (line 
80). He switches over to Afrikaans, the language of the previous govemment. He says 
"Vryheid of dood, Oorwinning is gewis"(Freedom or death, victory is certain) (lines 83-84). 
This sudden switch to Afrikaans is probably addressed to the outgoing govemment. The poet 
mocks the previous govemment for their intransigence against political change. 
Tue poet Mkiva announces the day that has long been awaited. The line, "the day that has 
been long awaited (has arrived)" (lines 37 and 38) is drawn from a modern Xhosa choral song. 
This song is usually sung at wedding celebrations. The purpose of singing the song at a 
wedding is to give encouragement to the newly-weds in their new life, which is usually 
believed to be filled with challenges. Mkiva therefore introduces this line with the same 
purpose. He encourages South Africa as a new country and all its citizens to face up to all the 
challenges. 
The Xhosa folktale motif "Ntengu-ntengu macetyana" serves to point to the miracle of 
reaching the political settlement in South Africa. lt is as if he wonders how any one of these 
leaders he mentions in the poem survived the onslaught. Around the ideophone "gomololo" 
Mkiva pays tribute to role players or leaders like Joe Slovo, Jay Naidoo, Sbusiso Bhengu, 
Shepherd Mdladlana and Archbishop Tutu. The ideophone "gomololo" also alludes to the 
name of one of the leaders of the trade union movement, John Gomomo. The recunence of 
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the ideophone in the performance is likely to be intended to acknowledge the major role 
which the workers played in the liberation stmggle. 
The poet closes with a popular liberation slogan, "Aluta!". To this the crowds respond 
"continual". This is indeed a new closing formula in Xhosa praise poetry. lt is drawn from the 
stmggle for liberation. 
The two performances were definitely weil rehearsed so as not to interfere with protocol 
during the inauguration. lt is clear that the two iimbongi also consulted beforehand with those 
leaders whom they were going to praise. The use of the foreign language provides evidence of 
such prior consultations. 
Although they performed in tandem, their performances complemented each other. Jmbongi 1 
who is more traditional than imbongi 2 mainly introduces Mr Mandela to the audience, 
whereas Imbongi 2 acknowledges the presence of the foreign dignitaries and also 
acknowledges the role played by both foreign and South African political leaders. The 
performance by two iimbongi at the same time is new to Xhosa praise poetry as traditionally 
only one imbongi will perform at a time. Usually when there is more than one, each one 
would compete for recognition. The success of the two iimbongi performances is admirable 
indeed. 
The use of other languages other than Xhosa in the performance is a new technique in the 
tradition. Defamiliarization prompted by an appetite for novelty would otherwise have been 
effected by means of other techniques within Xhosa without drawing from external sources, 
i.e. from other languages. The use of these languages presents a vivid picture of the occasion 
an international celebration, an acknowledgement of the contribution made by the 
international community during the stmggle for liberation. The use of this technique in Xhosa 
praise poetry can also be attributed to the level of literary of the praise poet. As a university 
graduate, Mkiva had access to the languages foreign to Xhosa that he drew into his poetry. 
Besides literacy the inclusion of the various languages points out to some preparation of the 
performance before its presentation. Because of this, his performance to those who do not 
belong to Xhosa culture can easily be regarded as an improvisation instead of a composition-
in-performance. This is indeed one of the modifications in Xhosa praise poetry. This 
innovation of using other languages in the performance is highly commended for the text 
ceases to be monolithic. This aspect also adds to the dramatic nature of this tradition. 
Before the inauguration very little was known about the two performers, but they lived up to 
occasion on this great day. Is this how modern Xhosa praise singers are going to emerge? This 
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is an important question that will be answered over the years as the tradition grows. More 
changes are definitely bound to intrude into the tradition. The line "Kuyofa abantu kusale 
izibongo" (The people will die and the izibongo will remain) from Cope (1968:67) seems true. 
With the chiefs and kings no longer a regular feature in Xhosa praise poetry, political 
commentary as evidenced in the two performances is likely to become predominant thus 
sustaining the tradition of praise singing. Indeed this tradition will never die as new roles will 
be defined instead. 
Conclusion 
The powerft!l tradition of praise singing (ukubonga) will definitely introduce a renaissance 
into Xhosa literature as oral art has a very strong influence over written literature. Also 
through this beautiful tradition a love and pride for the previously undermined and 
disadvantaged indigenous languages of South Africa is bound to develop. It is through this 
tradition that the present generation can hear the beautiful Xhosa expressions as used by 
respectable poets like S.E.K Mqhayi, J.J.R Jolobe, D.D.T Jabavu and many others. The 
contemporary Xhosa imbongi is bound to draw from established iimbongi during his 
performances, as evidenced by the two iimbongi. Also new techniques will be drawn into this 
dynamic tradition. Literacy will make a highly valuable contribution to Xhosa izibongo. 
Mhlobo Jadezweni, Two Xhosa Praise Poets 13 
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ANNEXURE: TWO IMBONGIS 
Sthembile Mlangeni (Imbongi 1) 
Inamb' emakhanda-khanda 
yakuloThembeka 
yakuloNomathokazi 
lnamb' emakhanda-khanda 
yakuloBaliwe 
yakuloNotyatyu-u-u! 
Ashukum' amathambo-o 
Amathambo kaJohn Dube-e 
Amathambo kaKotana-a 
Amathambo kaAlbert Luthuli-i 
Amathambo kaOliver Thambo-o-o 
Amathambo ka 
Tshonyan'onkone 
nguChris Ha-a-ni 
athi Mayibuy'iAfrika 
mayibuye! 
Nalo ke ufafa olumadolo-dolo 
lukaJongintaba 
lukaTato, lukaNdaba 
lukaNgubengcuka 
lukaDalindyebo 
lukaMandela 
ixhiba likaNgubengcuka 
luka V aroyi, kaNkonka 
Phezu kaloku komlambo 
iQunu 
Ndiyamhloniph'umfazi wase 
MaMpemvini 
owasizalel' igwangqa 
ndithetha mna uNosekeni 
UNosekeni Mfondini 
Yiyo leyo ke Rolihlahla 
eli hlahla larholwa mhlarnnene 
larholw' ezizweni 
larholw' eZambiya 
Yiyo loo nto kaloku 
Yiyo loo nto uK.aunda 
wathi wakulijonga 
walulilela 
Aal Dalibhunga 
Ndee gram! 
5 
10 
15 
20 
25 
30 
35 
40 
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Zolani Mkiva (lmbongi 2) 
(inaudible) 
Y aqhawuk'imbeleko ! 
Yaqhawuk'imbeleko! 
Yaqhawuk'imbeleko! 
Zaqhawuk ii-ankire 
zentiyo nengcinezelo 5 
Zaqhawuk'iiankire 
zentiyo nengcinezelo 
The ruffians 
ofracism 
(inaudible) 
are no longer 10 
The days ofbaasskap 
are over 
Nguye lowo ke uMandela 
Zahlokom'izizwe zehlabathi ziphela 
Hayi kaloku ndimvil 'uFidel Castro 15 
The Commandant General 
of the International 
defence units 
ndimvile esithi Solidarity 
in Action 20 
SOLIDARITY FOR EVER 
A, hayike! 
Ndimvile uYasser Arafat 
the Chairman ofthe PLO 
A! hayi, esithi long live 25 
the Struggle against Apartheid 
Long live! 
Hayi Maqabane 
Ziyatheth'izizwe 
Ziyatheth'iinkokeli 30 
Ndimvile kaloku 
uBoutros Boutros Ghali 
esithi: 
it will be contra bonos mores 
of the masses of South Africa 35 
not to liberate themselves. 
Hayi, Maqabane 
Ziyatheth'izizwe! 
Ziyatheth'iinkokeli 
A. Hayi! Maqabane 40 
Ifikile ke imini 
ebikad'ilindelwe 
Yiyo loo nto 
sithi: 
Bantu Basemhlab'uhlangene 45 
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yimani nithi gomololo! 
A! hayi, Maqabane 
Ntengu-ntengu-Macetyana 
kazi abantu beli lizwe 
babenze ni na? 
Yima Mandela 
uthi gomololo! 
Ntengu-ntengu Macetyana 
kazi Amakomanisi 
Ayenze ntoni na? 
Yima Joe Slovo 
uthi Gomololo! 
A! hayi, Ntengu-ntengu Macetyana 
kazi ukuba abasebenzi beli lizwe 
50 
55 
babenze ntoni na? 60 
Yima Jay Naidoo 
uthi gomololo ! 
A! hayi, ntengu-ntengu 
Macetyana 
kazi ukuba abefundisintsapho beli lizwe 65 
babenze ntoni na? 
Yima Shepherd Mdladlana 
uthi gomololo ! 
Ntengu-ntengu Macetyana 
kazi ukuba abefundisi 70 
bakwalizwi 
babenze ntoni? 
Yima Arch Bishop 
uthi gomololo ! 
Ntengu-ntengu macetyana 
Bantu baseMzantsi Afrika 
yimani nithi gomololo! 
Nguye lowo kuMandela 
zikhalile izizwe zehlabathi 
zikhalil' izizwe 
Ndimvil'uColonel Gadaffi 
esithi" 
"Karambanini 
Karambanini, akuyatagayi tafra" 
75 
80 
A, hayi! watheth'uSam Nujoma 85 
esithi! "emangulukenenge eso sili" 
A, hayi! "oljo esimbo 
uThemba ufike Mpamwe" 
A, hayi! ziyatheth' izizwe 
ziyatheth'iinkokeli 90 
"Vryheid of dood 
oorwinning is gewis" 
This is what we have said in the past 
and the struggle continues 
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Aluta! 
Aluta! 
lmbongi 1 
The python with many heads 
Ofthe home ofThembeka 
Ofthe home ofNomathokazi 
The python with many heads 
Ofthe home ofBaliwe 
Ofthe home ofNotyatyu-u-
The bones rattle 
The bones of John Dube-e 
The bones ofKotana 
The bones of Albert Luthuli-i-i 
The bones of Oliver Tambo-o-o 
The bones of 
Tshonyane the colourful one 
He is Chris Ha-a-ani 
The bones say, Africa must return 
Return! 
There's the lofty one 
Of Jongintaba 
OfHlahlo, ofNdaba 
OfNgubengcuka 
OfDalindyebo 
OfMandela 
The great house ofNgubengcuka 
OfVaroyi, ofNkonka 
95 
5 
10 
15 
20 
Of course on the banks of the river Qunu 25 
I respect the woman of the Mpemvu clan 
Who gave birth for us a light complexioned one 
I mean Nosekeni 
Nosekeni my mate 
There it is Rolihlahla 30 
This branch was pulled out long ago 
lt was pulled out in far away countries 
lt was pulled out in Zambia 
Of course, that' s why 
That's why Kaunda 35 
When he looked at it 
He cried 
Hai! Dalibhunga 
I disappear ! 
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Imbongi 2 
The blanket ofthe baby snaps 
The blanket ofthe baby snaps 
The blanket ofthe baby snaps 
The anchors break 
Ofhatred and oppression 
The anchors break 
Ofhatred and oppression 
The ruffians 
ofracism 
are no longer 
The days ofbaasskap 
are over 
There he is Mandela! 
The nations of the world called all 
Y es, of course, I heard Fidel Castro 
The comrnandant General ofthe 
International defence units 
I heard him say "Solidarity in Action" 
SOLIDARlTY FOR EVER 
Ohno! then 
I heard Y asser Arafat 
the Chairman ofthe PLO 
Oh no! saying "long live 
the Struggle against Apartheid 
5 
10 
15 
20 
Long live! 25 
Oh no, Comrades 
The nations are talking 
The leaders are talking 
Of course, I heard Boutros Boutros Ghali saying 
"lt will be 3 0 
contra bonos mores 
of the masses of South Africa 
Not to liberate themselves." 
Oh no! Comrades 
The nations are talking 35 
Oh no! Comrades 
the day has arrived 
the day that has long been awaited 
That is why we say: 
People of the land timt has been unified 40 
Stand up and be upright! 
Oh no! Comrades 
"Ntengu-ntengu Macetyana! 
I wonder, what had 
the people of this country done wrong?" 45 
Stand Mandela 
and be upright! 
"Ntengu-ntengu macetyana 
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I wonder what had the communists done wrong? 
Stand Joe Slovo 50 
and be upright! 
Oh no, ntengu-ntengu Macetyana 
I wonder what had the workers ofthis country done wrong? 
Stand Jay Naidoo 
and be upright! 55 
Oh no, Ntengu-ntengu Macetyana 
I wonder what had the students ofthis countly done wrang? 
Stand Sbusiso Bhengu 
and be upright 
Ntengu-ntengu Macetyana 60 
I wonder what had the teachers done wrang? 
Stand Shepherd Mdladlana 
and be uprignt! 
Ntengu-ntengu Macetyana 
I wonder what had the ministers of religion done wrong? 65 
Stand Archbishop 
and be upright! 
Ntengu ntengu macetyana 
People of South Africa 
Stand up and be upright! 70 
There he is then Mandela 
The nations of the world cried 
The nations cried 
I heard Colonel Gadaffi say: 
Karamba11i, akuyatagayi tafra" 75 
Oh 110 Sam Nujoma spoke 
saying: "emanguluke11e11ge eso sili" 
Oh 110 "oljo esimbo uThemba ufike Mpamwe" 
Oh, 110 ! the 11atio11s are talking 
The leaders are talking 80 
"Freedom or death 
Victory is certain" 
This is what we have said in the past 
and the struggle continues 
Aluta! 85 
Aluta! 
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